






































  us if a portrait-painter is desirous to raise and improve his subject, he has 
no other means than by approaching it to a general idea.  He leaves out all 
the minute breaks and peculiarities in the face, and changes the dress from a 
temporary fashion to one more permanent, which has annexed to it no idea 
of meanness from its being familiar to us.  But if an exact resemblance of an 
individual be considered as the sole object to be aimed at, the portrait-painter 
will be apt to lose more than he gains by the acquired dignity taken from 
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general nature.  It is very dicult to ennoble the character of a countenance 
but at the expense of the likeness, which is what is most generally required by 







  e excellence of Portrait-Painting, and we may add even the likeness, the 
character, and countenance, as I have observed in another place, depend on 
more upon the general effect produced by the painter, than on the exact 














  On the sight of the Capella Sistina, he immediately from a dry, Gothic, and 
insipid manner, which attends to the minute accidental discriminations of 
particular and individual objects, assumed that grand style of painting, which 








家の置かれた状況を次のように語っている。　“It is a melancholy reection 
to a painter, who has ambition, to think that a picture painted in the style and 
manner of the greatest masters, should not please the nation where he is obliged 
to live.” (Northcote Vol. I 63)ここには、英国における当時の状況がにじみ
出ている。レノルズはこうも言う。“ose who are novices in connoissance 
judge of a picture only by the name of the painter; others, more advanced in 
knowledge of art, have a desire to think dierently from the rest of the world in 






























そこには ‘divine inspiration’ などはなく、ただただ観察とそれによる経験が
与えるものしか持つことができないとしているのである。“Experience is all 
in all. . . is great ideal perfection and beauty are not to be sought in the heavens, 



































  e mind is but a barren soil; a soil which is soon exhausted, and will produce 
no crop, or only one, unless it be continually fertilized and enriched with 
foreign matter. . . . It is vain for painters or poets to endeavour to invent 
without materials on which the mind may work, and from which invention 
must originate.  Nothing can come of nothing.  (Reynolds 99)
さすがに、これらに対しブレイクは、“I certainly do ank God that I am 
not like Reynolds.” と反感をあらわにし、 また、“Is the Mind Nothing?”
（Reynolds 310）とまで書いている。レノルズはさらに続ける。
― 146―
  A mind enriched by an assemblage of all the treasures of ancient and modern 
art, will be more elevated and fruitful in resources in proportion to the 
number of ideas which have been carefully collected and thoroughly digested. 
There can be no doubts but that he who has the most materials has the 





  e internal fabric of our mind, as well as the external form of our bodies, 
being nearly uniform; it seems then to follow of course, that as the 
imagination is incapable of producing any thing originally of itself, and can 
only vary and combine those ideas with which it is furnished by means of the 
senses, there will be necessarily an agreement in the imaginations as in the 
























を描き始めたことが分かる。（Leslie & Taylor Vol. I 109-110）
　イエール大学版の作品カタログの序文でデヴィッド・マニングスは、レ
ノルズの日常的な作業の過程については確かにわかっていることはほとん
どないとしながらも、次のように書いている。“What is certain is that 
Reynolds, like most busy and successful painters in the eighteenth century, made 





  Nevertheless, it seems clear that, as a general rule, any whole-length portrait 
with large areas of costume and background would, once the initial 
composition had been determined, have been delegated to an assistant for 
‘blocking in’ and normally handed over to a drapery specialist for the 
costume.  Reynolds’s role was to establish the pose and composition 
(traditionally the most signicant aspect of a picture) and to achieve a good 
likeness. (Mannings 10)



















































ことである。たとえば、E.F. Burneyが 描いた “An Elegant Establishment for 








  A true taste was wanting: vanity, however, was not wanting; and the desire to 
perpetuate the form of self-complacency crowded his sitting room with 
women who wished to be transmitting as angels, and with men who wanted 
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